Globalization has been a major force in altering the world's cultural landscapes and destabilizing the imagined division of the East and the West. Given the impact of neo-liberal restructuring of the global economy and markets, transnational corporations (TNCs) emerged as "the key shapers and shakers" (Morley and Robins, 1995: 109) in the production and mediation of commodities and signs. One general perspective on the globalization of TNCs considers that global information and cultural goodspredominantly shaped by 'Western' 1 (or more specifically American) media and consumer culture-have served as potent vehicles of the Western view of morals, histories and knowledge-or what Edward Said (1978) famously conceptualized as 'Orientalism'. According to the discourse of Orientalism, non-Western societies like Japan have been represented as 'the Other' and, in turn, stereotyped as "irrational, aberrant, backward, crude, despotic, inferior, inauthentic, passive, feminine and sexually corrupt" (Macfie, 2000: 4) . However, while Said's critique of Orientalism has been regarded as highly valuable for problematizing the Western narrative of 'world history' as a universal referent point, his work has also been challenged in several ways (e.g., Iwabuchi, 2002; Macfie, 2000; Turner, 1994; Varisco, 2007; Young, 1995) . One of the problems in Said's critique, which serves as the departure point for this paper, is his re-articulation of a complete binary between the East and the West with a fixed, oneway power relation. As such, building on the concepts of self-Orientalism and selfOrientalization, this paper argues that the emergence of creative alliance between nonWestern TNCs and Western advertising agencies has enabled non-Western TNCs to appropriate Orientalism in a way that destabilizes Western hegemony, thereby rendering East-West power relations much more fluid, interpenetrative and elastic.
More specifically, this paper focuses on a case study of the global advertising campaign, Made of Japan, for Asics' sub-brand Onitsuka Tiger. The campaign was found to be particularly suitable for studies of (self-)Orientalism as it is a Japanese TNC representing its 'country-of-origin' popular culture as part of its promotional strategy on a global scale. While the practices of self-representation could be framed as 'counterOrientalism' (Moeran, 1996b) in a way that challenges stereotypes with authenticity, the investigation further identified that the series of advertising campaigns were actually planned and developed by a European subsidiary and advertising agency as opposed to the Japanese-based global headquarters. Thus, we contend that this mode of creative alliance, between Japanese TNCs and Western subsidiaries/advertising agencies, is best framed as 'self-Orientalization' through which a Japanese TNC accommodates, albeit through negotiation, European representations of Japanese authenticity and coolness as "the spectacle of the 'Other'" (Hall, 1997: 225) . Moreover, drawing upon interviews with key advertising personnel involved in production, the paper reveals micro-level complexities of negotiation and multiple personal identifications that occurred during the creative processes. Given that the mode of creative alliance between Eastern TNCs and Western advertising agencies has been adopted more widely by East Asian TNCs, 2 self-Orientalism is considered to be both prevalent and prominent within the global advertising industry. As a consequence, it is likely to have a significant impact on the blurring of East-West boundaries and the destabilization of Western hegemony-in a manner that is more transparent and intense compared to the context in which Said originally theorized Orientalism. representations of Japan. Finally, the conclusion highlights the significance of the findings and offers potential areas for future research.
Varieties of Orientalism in Advertising
Given the dominance of Western, and specifically American, media and consumer culture, one may not have any difficulty in finding examples of Orientalism within global media, including advertising (Leiss et al., 2005; O'Barr, 1994) . In particular, several scholars have applied the understanding of Orientalism to the ways in which Japanese traditional symbols and images are incorporated as signs of exoticism within Western media (Daliot-Bul, 2007; Kogure, 2008; Moeran, 1996b; Morley and Robins, 1995) . For instance, Moeran (1996b) acknowledges the proliferation of the Orientalist representations of Japan associated with sumō wrestlers, geisha, Mount Fuji and tea ceremonies in Western advertising. To be clear, the use of foreign traditional symbols itself is not inherently problematic when it clearly shows a high degree of understanding of, and respect for, traditional culture and sensibility. Rather, what needs to be scrutinised and challenged are the ways in which such representations of Japan are reduced to producing distorted and offensive images and meanings, or 'stereotypes', which are often caused by a lack of effort in understanding 'the Other'-that is, what we may call 'Orientalist' (Hall, 1997) .
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Although Japan has long been represented as an exotic and mythical Other located in the 'Far East' since Marco Polo's fourteenth century book, the Western imaginaries of Japan were significantly transformed during the twentieth century when Japan emerged as the first modern nation from the Orient. In this regard, Moeran (1996b) discusses the notion of 'counter-Orientalism' through which Japanese TNCs assert possibilities of self-representation in challenging Orientalist discourses within the Western media. As Moeran (1996b) argues, "far from allowing themselves to remain subordinate to Western hegemony in the Orientalist discourse, the Japanese have actively involved themselves in propagating an ethno-or counter-Orientalism, in which they have taken many of the negative qualities assigned to Oriental peoples by
Orientalists and converted them into positive evaluations of their own society and culture" (106). From this counter-hegemonic view, counter-Orientalist practices of Japanese TNCs can be considered as a strategic attempt at "trans-coding" (Hall, 1997: 270) to replace negative representations of 'exotic and mythical Japan' with positive representations of 'cool and techno-futurist Japan' (Moeran, 1996b ; also see Daliot-Bul, 2007) . However, an emphasis on Japan's economic and technological equivalence to, or even superiority over, many Western nations has also been interpreted by Morley and Robins (1995: 154) as producing a discourse of 'techno-Orientalism' through which the Japanese are turned into inanimate objects such as 'robots', 'workaholics' and 'economic animals '. 4 Creative Alliance between the East and the West: Counter-Orientalization or Self-
Orientalization?
The problem of Orientalism is often associated with a lack of self-representation or voice from the Orient itself (Hall, 1997; Macfie, 2000; Said, 1978; Young, 1995) .
Within the global advertising industry, this problem is often manifested when Western TNCs and advertising agencies appropriate 'exotic' and 'mythic' images of the Orient to promote their brands and products (Leiss et al., 2005; Moeran, 1996b Kobayashi, 2016; Takada, Mizuno and Bith-Hong, 2012) . At the same time, the creative alliance with Western advertising agencies has been recognized as a key aspect of the 'glocalization' (Robertson, 1995) strategy for Japanese TNCs to meet local tastes and needs by customizing their products and services in the Western markets (Kobayashi, 2012 (Kobayashi, , 2016 . Nevertheless, when Japanese TNCs, in partnership with Western advertising agencies, opt to represent their country-of-origin culture and identity, the resultant practice and process are more likely informed by self-Orientalization than by glocalization. Dirlik (1996) and Iwabuchi (1994) .
Self-Orientalism refers to the wilful (re-)action of non-Western individuals and institutions to 'play the Other'-that is, Western portrayals of the non-West-in order to strategically gain recognition and position themselves within the Western-dominated global economy, system and order. 5 In contrast to counter-Orientalism, self-Orientalism involves a certain degree of suppression of self-representation in accepting and performing the West's stereotyping. In the words of Schäfer (2009) , it is the East's attempt to re-construct its own subjectivity and identity "under the 'gaze' of 'the West'
as an answer to [the] process of 'objectivization'" (31). As such, self-Orientalism has a dialectic function of complimenting and countering Western hegemony. On the one hand, as Iwabuchi (1994) asserts, self-Orientalism should not be regarded as "a passive strategy of the inferior" because it asserts the Orient itself within a dominant discourse through appropriation of the West's stereotyping or "active exploitation of 'the West'" (52). In this sense, many Japanese TNCs have successfully positioned themselves on the 'winner's side' within the global economy by adapting to Western capitalism and appropriating Orientalism.
On the other hand, Iwabuchi (1994) acknowledges the limits of Japanese selfOrientalism as follows:
it would be also misleading to see Japanese self-Orientalism as a serious challenge to western Orientalism. On the contrary, the relationship between the West's Orientalist discourse on Japan and Japan's discourse on itself is characterised by a profound complicity. Both tend to use the Other to essentialise the Self and to repress the heterogeneous voices within. (52) This 'profound complicity' is perhaps most evident in the aforementioned interplay between techno-Orientalism and techno-nationalism. Thus, self-Orientalism has a side closely linked with cultural nationalism that obscures the ethnic and cultural differences within an essentialist discourse of Japanese homogeneity (Dirlik, 1996; Kogure, 2008) .
Another important function of self-Orientalism, as pointed out by Dirlik (1996) , is that it creates confusion between subject/Self and object/Other:
…in the very process of understanding an alien culture, orientalists need in some measure to be "orientalised," if you like, which brings orientalists closer to the Other while distancing them from the society of the Self. If only as specialist or expert, the orientalist comes not just to speak about but also for the Other. …the distinctions between self and other, or subject and object, crucial to the analysis of orientalism, become blurred though not necessarily abolished. (101, emphasis in original)
It is in this sense that there is a need to take account of the flexible and fluid nature of cultural identity. As Hall (1992) insists:
…rather than speaking of identity as a finished thing, we should speak of identification, and see it as an on-going process. Identity arises, not so much from the fullness of identity which is already inside us as individuals, but from a lack of wholeness which is 'filled' from outside us, by the ways we imagine ourselves to be seen by others. (287, emphasis in original)
Thus, in order to address the question of representation in self-Orientalism, micro-level social relations and personal identification through self-Orientalization need to be carefully analysed by considering forms of hybridity, negotiation and accommodation that cut across the imaginary division of the East and the West.
Methodology and Methods
Located within a larger project on advertising production and signifying practices by global sport brands, this study was designed to understand the production of a particular advertising campaign and the range of perspectives from the creative workers involved in it. More broadly, such conditions of production and the perspectives of the workers are located and framed by the 'circuit of culture ' (du Gay et al., 1997; Johnson, 1986; Johnson et al., 2004) . Within this framework, du Gay et al. (1997) demonstrated the ways in which a particular 'cultural artefact', in their case the Sony Walkman, was produced, represented and consumed through different stages of the circuit while being encoded or decoded by a variety of actors involved in the creation of symbolic meanings and associations. Likewise, an advertisement can be considered as a 'cultural artefact' which is then analyzed to understand meanings, ideologies and values associated with production and consumption.
For this study, the context of Asics advertising production was examined firstly by collecting relevant materials online including Asics' campaign websites, the advertising agencies' press releases and advertising industry popular outlets (e.g., magazines and journals). This information was then used to identify the key organizations and actors involved in the production of the particular campaign. After the initial search for background information about its production, a set of interviews was proposed to Asics Headquarters. This proposal outlined our intention to carry out interviews across the multiple organizations involved in the production of the Made of Japan campaigns including: Asics Headquarters, Asics Europe, Amsterdam Worldwide and PandaPanther (production company). Following the approval, the first author was invited to have an interview at Asics Headquarters in Kobe, Japan. This interview was conducted in Japanese and then translated into English. This was then followed by the interviews with European partners in Amsterdam and PandaPanther in New York.
These interviews were conducted in English.
In total, seven interviewees participated in this study. All the interviews were conducted at their workplaces, digitally recorded and fully transcribed with the transcriptions being returned to the interviewees to check for accuracy. Fortunately, all the interviews lasted longer than planned-about two hours-which contributed to the quality and richness of the data. The analysis below draws mainly on the interviews conducted with the Marketing Manager at Asics Headquarters in Japan, the Communication Manager at Asics Europe, and the Creative Director at Amsterdam Worldwide as they were centrally positioned for the formulation and development of advertising strategies and concepts for the Made of Japan campaigns. All the interviews were eventually coded by themes including: 'self-Orientalism', 'negotiation of Japanese identity' and 'branding of Onitsuka Tiger' (Creswell, 2009) . Consequently, the methods allowed us to examine both: (a) the representations of Japanese culture and identity within the advertisements; and, (b) the conditions of production under which the advertising professionals were directly responsible for the different stages of production in Europe and Japan. Europe that eventually led to the revival of the Onitsuka Tiger brand: fashion booms of 'retro sneakers' and 'cool Japan' (Condry, 2009; Iwabuchi, 2008) . Specifically, the retro fashion trends coincided with the rising popularity of Japanese popular culture, For Onitsuka Tiger, its revival was first triggered by the fashion buyers and stores who wanted to revive the old models of our shoes and sell them as fashion items in the U.S.A. and Europe... It all started with the [wholesale and retail] buyers who wanted to sell them. It was not intentionally coordinated by Asics but driven by the market demands… As a result, the consumer demands were so overwhelming that each of our subsidiaries responded on its own for the respective market. So, the Japanese headquarters, which is supposed to lead the rest of the group, was left behind while the American and European subsidiaries achieved successful outcomes. (personal communication, 18 February 2010) At the time, these subsidiaries undertook, or were allowed to undertake, their own productions of advertising and marketing of Onitsuka Tiger using elements of Japanese popular culture without consent or approval from the Japanese headquarters.
The images of Japan featured in their advertisements included samurai, sushi and bonsai that were, in the words of the MM, a "rather 'strange Japan' from the perspective of Japanese eyes although it was produced by a Japanese company" (personal communication, 18 February 2010) . From the viewpoint of Orientalism, the American and European subsidiaries' use of 'cool Japan', allegedly promoting positive images of Japan within the Western media, may be problematic given that the signifying practices were nonetheless motivated and derived from the Western desire to consume 'Japan' as "the spectacle of the 'Other'" (Hall, 1997: 225 ).
There were two major dilemmas for Asics Headquarters. First, while the Japanese headquarters was in a legitimate position to promote the authenticity of the 'Japanese' brand, its messages had to be translated by Asics Europe and its advertising Tiger's branding offers insight into a process of self-Orientalization through which a 'Japanese' brand accepts, embraces and accommodates-often through negotiation-'European' representations of its 'country-of-origin' culture and identity within the context of advertising production. To explore the dynamics of internal strategic communication and negotiation between Japanese and European creative workers, the next section examines a specific context of production of Japanese authenticity through the 2010 Made of Japan campaign.
Resisting Orientalism by representing Japanese authenticity
One of the aims for Asics Headquarters with respect to communicating with its European partners was to ensure that Japanese authenticity of the brand was properly conveyed. Since authenticity has become a key cultural code in the 'cluttered' landscape of advertising (Goldman and Papson, 1996) , Japanese authenticity provides a focal point of brand differentiation for Asics when competing against Western brands.
Recognizing the sensibility of the Japanese brand representing its authenticity, Asics
Europe and Amsterdam Worldwide tried to differentiate their approach from the Western brands that also incorporated signs of Japanese culture for their products and advertisements. As such, they adopted a rather critical stance towards the apparent, Thus, their 'Japanese connections' served as important sources of Japanese authenticity and therefore legitimized the European advertising agency's representations of Japanese culture and identity on behalf of the Japanese headquarters.
The most emblematic of the Made of Japan campaigns in terms of Japanese authenticity was the 2010 campaign which was developed with a sneaker-shaped tansu --a Japanese chest of drawers made of paulownia (see Figure 1 ).
[ As such, the campaign is a good example of Goldman and Papson's (1996) contention that "[a]uthentic production has long been associated with craft production" (149). The aim of Asics Europe and Amsterdam Worldwide was to represent the Japanese craftsmanship of cabinetry by collaborating with Ogura Tansu Ten, a renowned paulownia tansu maker with over two hundred years of tradition in Kamo, Niigata. The CM at Asics Europe emphasizes the importance for incorporating the 'authentic' views, skills and experiences from Japanese designers, suppliers and collaborators:
...for us being European, we do feel that we can trust more their findings and their perception and what they would suggest because they were born in Japan and they were raised as being Japanese... It was with the tansu shoe in the end how we made the decision comparing proposals from, let's say, an American, compared to the Japanese traditional tansu manufacturer. Where you do see pros and cons being maybe a less known company versus a very established designer, then you say "Okay, for us is the brand more relevant that we make sure that it comes also from the heart of Japan rather than being a well-known designer". (personal communication, 15 July 2010)
Nevertheless, a major challenge for the European subsidiary and advertising agency to collaborate with 'authentic' Japanese designers and manufacturers is the increased risk of miscommunication and misunderstanding due to geographical, cultural and linguistic gaps. For instance, there were significant linguistic and cultural gaps because no one at Ogura Tansu Ten spoke fluent English or knew about the business of advertising. As it was the first time for Ogura Tansu Ten, or perhaps any tansu producer, to craft a sneaker-shaped tansu, there was a high degree of uncertainty for both parties about how the finished product should look.
Another challenge for the European subsidiary and advertising agency was that they also needed to be aware of how their representations of 'authentic Japan' would be perceived in the Western markets. In other words, the authenticity of Japaneseness itself may not be attractive enough to Western consumers. In this light, the CD at Amsterdam
Worldwide elaborates on the logic of branding through the three-step process:
One of the things we always ask ... is "what do we want people to think when they see it?" The first thing is Onitsuka Tiger because you see the stripes or you see the branding. The second thing is Japanese because it has to have that sense, that aura about it... And thirdly, we want to tell a story which is relative specifically to that particular concept. So, you know, with tansu as an example again, the first thing you see ... is a profile of a shoe, so you know it's a shoe company with the stripes you recognise them. The second thing you see is this kind of cabinetry which for Western people you associate that style with Asia and Japan… And the third thing is you say "Wow, there are doors in there. It looks interesting and kind of intriguing, what's going on in this craft?" because its images in this kind of wood shop environment is dark and something interesting going on. 
Ambivalence in European creative workers' representations of Japan
As the European marketers worked with a Japanese brand to represent Japanese authenticity, they were compelled, as part of their professional responsibility, to put themselves in the position of Japanese people and their way of life, business, and communication. For the CM at Asics Europe in particular, her personal struggles, or negotiation, with her multiple identities were apparent between her personal background as a Dutch born and raised citizen, and her occupational role which required her to explain and 'teach' about Japanese authenticity to European colleagues and consumers on behalf of a Japanese corporation.
The ambivalence between the 'private' (e.g. personal background) and 'public' I'm speaking from a point of view of an English person... All the associations come from, for my generation that's from the 80's when, you know, all the cool digital watches, electronic gizmos, keyboards, computer games, Nintendos and all that stuff, and that's Japan. So, when I was growing up, it's always this kind of far-off distant country that was making cool things that I didn't really understand... So, you get a kind of very funnelled view of Japan, a very sort of focused view which doesn't represent Japan at all, really. But what you see through the media, through TV and to some extent through the internet, is quite particular. (personal communication, 15 July 2010) In other words, the CD himself had been an active consumer of particular
Otherness of Japan as promoted by the Western media throughout his own life (Soar, 2000) . However, given that the European subsidiary and advertising agency were responsible for translating Japanese language and culture for the European/Western markets, the occupational-or 'public'-role of the workers in representing a Japanese brand required a certain degree of legitimacy for authentic representation by performing and embodying Japanese culture, sensibility and values.
Therefore, it was not surprising that when they talked from the standpoint of Onitsuka Tiger, the Japanese brand was referred to as 'us' as opposed to its competing, mostly Western, brands as 'them'. This occupational performance as Japanese is clearly embraced and manifested in the comment below by the CM at Asics Europe:
Onitsuka Tiger is ... really the authentic Japanese sport fashion brand.
Where we want to communicate through products and ideally through everything we do, the Japanese heritage… It can also be new executions but still respecting our Japanese heritage, customs or craftsmanship, the way things are produced. And that should also differentiate our product offer in the market but also our communication. So, we want to show that we are Japanese. We don't want to shout it out loud but follow the way that, we feel, fits the Japanese personality... Japaneseness for the Asics company represents that you don't scream that you are a great brand. But you are modest about it. (personal communication, 15 July 2010, emphasis added)
The Japanese personality that she emphasises and embodies here refers specifically to modesty, honesty and humbleness that speaks less about itself in marketing and advertising (Kobayashi et al., 2010) . Similarly, the CD at Amsterdam
Worldwide highlights the importance of honesty in representing Japanese culture by acknowledging its hybrid nature:
...you can't look at Japanese culture without accepting there's a lot of influences from different parts. I think that's part of the honest and humble kind of approach to Japaneseness that Onitsuka Tiger portrays because if we were to say "No, sumi (monochrome painting), that's Japanese" or "No, the Zodiac is Japanese", you know, that is not honest. Although he used different forms of the subject including 'we', 'Onitsuka Tiger'
and 'you', this comment essentially argues for their legitimacy to represent Japaneseness based on their embodiment of Japanese values (e.g. honesty and modesty) and knowledge of Japanese heritage, culture and identity. As Nixon (2003) asserts, "the work-based identities of creative people were forged through social rituals and cultural practices that were not narrowly work based, but spread into the domain of leisure and personal life" (167; see also Weeks, 2007) . In other words, occupational identity is not completely separated from, but actually informed by, personal identity and vice versa.
Thus, the consequence of in-depth engagement and identification with-and performance and embodiment of-Japanese culture is that the European creative workers consciously or unconsciously internalized some aspects of Japaneseness beyond occupational performances and relations. As Dirlik (1996) 
